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Abstract 
 
 This paper will seek to provide a detailed analysis of the creative and technical 
elements of the filmmaking process as they pertain to the thesis project, Notes on Forgiveness.  
Attention will be given to the conceptual framework of the project, specifically the genre the film 
seeks to work through and beyond, the theoretical aspects of the feminist gaze, and the post-
modern elements that were initially incorporated into the screenwriting process. Further, details 
will be provided on the preproduction and production phases of the project, including creative 
aspects such as the cinematography, production design, sound design, and technology. A 
discussion of the logistical aspects, such as budget constraints, insurance concerns, and contract 
negotiations, will likewise be provided, as they constituted a large aspect of the production 
timetable. Throughout all of these discussions, analysis will be provided on the implementation 
of the original plot directives described in the screenwriting process. 
 
 
 
 
 
 
 
 
 Keywords: Notes On Forgiveness, Elizabeth Burris, Bildungsroman, Postmodernism, 
Jacques Derrida, New Orleans.    
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Chapter One  
 
Introduction  
 
 Notes on Forgiveness was conceived with a clear understanding of the restraints 
inherently present in a student film production. Low budgets, new talent, limited access to 
locations, and amateur crews are the reality of student films. I set out to create a movie that 
worked with these restraints, not against them. Elements of film production that are free and 
available to us all are good storytelling, deep characters, and real connections. What is a 
filmmaker if not a storyteller? While big budget action scenes, high-end computer generated 
images, and visual effects were not at my disposal, compelling dialogue, disconcerting aspects of 
human behavior and morality, and the all-time winning plot combination of desire and 
entrapment were. To that end, my film was written and produced with the intent to be a good 
story. I wanted all aspects of the filmmaking process to support and strengthen the art of telling a 
story that people would enjoy.   
 This paper will seek to critically address the six phases of my filmmaking process: 
screenwriting, preproduction, production, postproduction, screening, and distribution. Any work 
of artistic effort is meant to be judged. It is, elementally, a subjective assessment of worth and 
value interjected into a place for others to experience and evaluate on their own terms. This 
paper will serve as my own evaluation of the final product and of the parts comprising the whole. 
I hope to highlight aspects of the process that were successful, intentional, challenging, 
instructive, and also just uncontrollable. While I learned many technical aspects and felt more 
engaged in the actual trade of filmmaking than ever before with this thesis, the lesson that 
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perhaps became paramount to me is that movies are made by people. People have schedules and 
problems and ideas and creativity and experience and temper tantrums. All of those things are all 
throughout movie making. They are all throughout this movie. And all of those things are worth 
knowing and need to be learned. This project provided an opportunity to experience the process 
of collaboration in a deeply meaningful way, and that is something truly worthwhile.  
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Chapter Two 
 
Plot Analysis  
 
 Quinn Elmore is a gifted undergraduate student of literature and philosophy at a 
prestigious school. She is ambitious, smart, and ready to make her way in the world. Dr. Ian 
Klein is her brilliant and slightly feared professor who each year selects one student to take to the 
top by sponsoring him or her in a coveted philosophy symposium. He has a reputation for only 
working with the best students and always procuring him or her graduate positions at 
wonderfully elite schools. Dr. Klein’s verbal finesse and aptitude make him a difficult professor 
to cross, and the fact that his “best students” have primarily been beautiful young women who 
devote every moment to his “projects” has never been adequately investigated. Quinn, keen to 
make a mark and struggling with an acceptance of her own past, takes a post at the school paper 
with the ambition of bringing down and outsmarting the famous Dr. Klein.   
 In the beginning, Quinn is in control of herself and the situation. She feels that she is 
pushing the relationship forward on her own terms. She maps her success in her red notebook 
and boasts to Conner, the editor of the school newspaper, about her successes in seducing Klein.   
 Klein, however, is a seasoned seducer. His thoughtful gifts, insightful compliments, 
and practiced chivalry weigh on Quinn’s will power to follow through with her intentions. She 
wavers. She neglects all other aspects of her life to pursue him and the symposium. Her inability 
to focus on anything else is highlighted in her behavior with her friends, Mollie and Conner. She 
becomes more and more agitated, more withdrawn from normal college life, more defensive of 
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Klein as a lover and not as a project. She was initially confident that he was a predator, but his 
charms make her doubt herself.  Her internal struggle is her defining feature and her highs and 
lows constitute the plot points in the film. She initially feels that she “makes” him accept her as 
his symposium candidate; she “makes” him offer more meetings; she “makes” him bring her 
breakfast and discuss postgraduate plans. She is surprised, however, when he is waiting for her 
outside the library on a cold night. His gift of the notebook was not planted or plotted by her. As 
she sits down at a movie theatre with him, she indicates that he knew she would come. Self-
control and self-direction slip away as she almost willingly becomes his prey. She shuns her 
friends, takes on his traits (smoking), and orders her existence around his preferences.   
 Conner’s voice is crucial in this plotting. He keeps pulling her attention back to her 
new role with Klein by continuously contrasting it against her original intended role. He serves 
as an ever-present marker of moral rectitude in the ambiguous situation Quinn digs herself into.  
Quinn’s truest thoughts and emotions are as confusing to her as they are to her friends. The 
audience, likewise, is meant to feel the deliberate ambiguity.   
 When Klein kisses Quinn in the parking lot, the fear on her face lets us all know that 
she is not fully committed, that she has retained some portion of her critical faculties, and that 
she sees Klein for who he is. Why she then gets in the car with him to go to his house becomes 
the elemental feature of coming of age. Why do any of us get in the car with a drunk driver? Go 
a step further with anything when we know we shouldn’t? Stay five minutes past that moment 
when we know we should leave? Her fragile state the next morning, smoking alone on the floor 
of his bathroom, is the same morning-after reaction that every person has experienced at some 
point, for some reason—the sobering realization that you are not who you thought you were. She 
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now knows, as we all know, that all of us hold something shameful, as well as something noble. 
She has grown up.   
 Quinn’s reaction to her coming of age is what is perhaps most interesting about her 
character. Alone in her room, she comes to terms with her past and her present. She feels the full 
extent of guilt and repulsion; she recognizes her own depravity in ruining his position at the 
university out of her own ambition. And yet, with the knowledge of the weight of what she is 
doing, she does it anyway. This action lets both Quinn and the audience question the essence of 
morality. Of course Klein should be exposed for his lewd behavior, but Quinn’s blatant self-
service makes that exposure feel like betrayal. Quinn’s professed desire (as stated in her voice 
over) of shifting the balance between male power and female victimization in the end leaves her 
as both the criminal and victim. Coming to terms with her own duality, forgiving Klein for what 
he did and represented, and ultimately forgiving herself for the role she played willingly and in 
his power marks her development as a more fully formed and self-actualized woman.      
 Throughout all of this runs the “forgiveness” topic of Quinn’s symposium paper. The 
deliberate dialogue about compromising, reconciliation as an economic exchange, and the 
madness of forgiveness is a subtext for the sexual and intellectual transgressions Quinn and 
Klein commit against each other. Quinn’s final admission that she can look her own worst self in 
the face and forgive herself for what she has done is more deeply understood by the audience 
because of the elements of philosophical forgiveness laced throughout the script.  
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Chapter Three 
 
Screenwriting  
 
 I think that a compelling character is one that is deeply realized. I had a creative 
writing assignment that had a multipage questionnaire for developing a character—what’s the 
character’s favorite color? Where do they eat dinner?  Did they grow up rich or poor? Where did 
they go to school? The point being that the more real the character is to the writer, the more fully 
and complexly conceived, the more convincing and interesting the character will be to the 
audience. I also know that the mantra of creative writing is to write about what you know.  I 
cannot with any reasonable hope of success write about suicide bombers, famine refugees, the 
homeless, or some kind of historical pioneer fiction. However, I know a lot about being female, 
young, and ambitious. I know a lot about being an inexperienced, immature girl with a few 
unhoned skills in a male-dominated environment. I have some personal experience with biting 
off more than you can chew. I have lived through the deep revelations you can have on a dorm 
room bed as the person you are going to be takes a stab at the child you are leaving behind. 
Basically, I know about going to college. I know we have all had a coming of age. I started with 
that. 
Notes on Forgiveness is an intricate game of cat and mouse, in which the central plot 
device—her essay for his symposium—becomes a symbol for the nature and quest for truth, for 
the constructed “text” of reality, and for the telling, revision, and retelling of moral rectitude and 
its gray areas.  Through the matching of Quinn and Dr. Klein’s wits, the audience should feel in 
the end that the inappropriate relationship between a teacher and student has an essence of 
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“rightness” and “goodness”, and that the exposure of the morally dubious has a sharp feel of 
“wrongness”, just as Social Network, a film that has largely informed my writing and 
cinematography, brings into debate the gray areas of ethics and betrayal.    
 My focal point has thus been the deliberate telling of the story, and the extensive cuts, 
beats, directions, and exposition in the script were very useful towards this goal.  I sought to 
achieve a sense of deliberateness through careful cinematography—the positioning of the gaze, 
the intense focus on Quinn as the main character and the construction of her reality through her 
point of view. The script indicated a concentrated centeredness of Quinn and this greatly aided in 
the storyboarding and actual cinematography, as all crews were able to understand the 
importance of staying focused on Quinn from the script.  
 With a note towards genre, I was interested at the onset of this project in taking a 
timeless tale, that of a professor taking a student lover, and twisting the philosophic masculine 
“gaze” by drawing upon feminist film theory and theories of  multiplicity. I was likewise 
interested in working within the subgenre, coming of age, of drama in which an older, appealing 
male preys upon a lovely young girl and the female character must make a decision on how her 
life will look—An Education (Scherfig 2009), Lolita (Kubrick 1962 and Lyne 1997), Notes on a 
Scandal (Eyre 2006).  I wanted to channel the emotional manipulation and the bracketed world 
of academia of such works as Dead Poet’s Society (Weir, 1989) and Mona Lisa Smile (Newell 
2003). I wanted my film to work both through and against these genres—incorporating the 
classic sex appeal and suspense, while actively retelling the story, refocusing the gaze and re-
establishing the roles and predator and prey. 
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 It is my personal belief that at the heart of many lasting and meaningful pieces of 
artistic work lays a good story that draws you into character connections. The narrative engine, 
the major dramatic question as pushed by character arc and change, drive a movie and make it 
worth watching. I invested a great deal of time in my script through research and revisions. I read 
the annotated Lolita and watched multiple adaptations. I have researched related philosophical 
ideas, namely Jacques Derrida in his relatively new essay, On Forgiveness, which serves as a 
plot device. I tested the screenplay on people both inside and outside of the industry to see their 
reactions and get feedback on the points that read unnaturally or need further exposition.  
 I found this feedback extremely helpful; it became apparent to me that some readers 
really “got” the script better than others, and their reaction had a great deal to do with their 
personal position towards the script. From the beginning, this information gave me specific 
things to think about—such as visually pushing character traits though cinematography and 
allowing the staging to indicate that dialogue is often spoken at cross purposes and with irony—
in order to make the undercurrents of the characters’ psychology more apparent. I think it was 
important for me to keep in mind that my ideal target audience, from the planning phases 
through today, has been an intellectual peer group who, as the editor of Postmodernism in the 
Cinema, Dr. Cristina Delgi-Eposti, categorizes, recognize the film as “an intellectual genre 
controlled by the citation aesthetics [that] imply various levels of spectatorial competence,” 
meaning an educated group of viewers in a position to judge the work on its own merits.  But 
equally important, I wanted my film to be at the very root entertaining and appealing to 
audiences who just want to watch a witty short with a sexy actress and an intriguing antagonist. 
 During the writing process, I was asked by Professor Erik Hansen, a screenwriter, why 
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I had locked in on “forgiveness” as a theme. I even went so far as to put “forgiveness” in my 
title. I wrestled with this greatly during the phases of revision and editing. Many people felt that 
forgiveness was blasé. Compared to other morality-derived motives that could have been 
highlighted and made central to the plot (like revenge, power, love, or lust for examples), 
forgiveness struck many commentators as boring. I was grateful for this feedback because it 
forced me to analyze my own thoughts on the subject with a degree of acute scrutiny, and I 
remain thankful for Professor Hansen’s guidance through that process. I believe I argued for and 
incorporated forgiveness with a level of success. I maintain my position that forgiveness, 
specifically our ability to forgive ourselves, allows us to reconcile our past behaviors to our 
future selves. We can make allowances for the person that we were, while at the same time we 
are becoming something different and more complex. Self-forgiveness is at the heart of every 
single coming-of-age drama—one must accept that one was a child in order to become an adult. 
This universal rite of passage often goes unnoticed because the more showy and sexy elements 
of growing up usually take center stage. I felt so strongly about highlighting forgiveness—
making it central in its complexity—that I worried at times I may have been headstrong in 
pursing it if I was getting negative feedback. In the end, I feel that Professor Hansen genuinely 
pushed me to take a topic I was originally using as a plot device (Quinn’s symposium topic) and 
incorporate it, layer upon layer, into the entire emotional schema of the film. By making me 
question myself, double check my research, mediate on the density of self-forgiveness and 
forgiveness of others, I know that my handling of the topic in the script became more natural, 
more plausible, and more deeply centered in Quinn’s arc than it was in the early drafts. 
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Chapter Four 
 
Preproduction 
 
 Budgeting—I began the preproduction process with an analysis of the money I had 
available to me. I wish to emphasize the large influence that Social Network had on my planning 
process, and identifying the key elements in that movie—acting, locations, and photography 
elements such as low light, shallow depth of field, subtle camera movement, and thoughtful 
transitions—helped me to establish the areas I wished to prioritize in my own budget to achieve 
similar effects. I decided that priorities for me included talent, locations, and key professional 
crew members.   
 As the script is incredibly performance driven, I knew that capable actors were 
essential. Also, securing a location like Tulane University was very important in establishing a 
believable story world for the script. I engaged a lighting and camera crew capable of replicating, 
to some extent, the visual feel of Social Network.    
 I had to budget for a hotel room for my lead actress based out of Baton Rouge, 
Louisiana. I was willing to make this decision because Baton Rouge traffic is notoriously bad 
and unpredictable. Our call times had to be so precise to stay on schedule that I could not risk the 
lead actress being late. I scouted many hotels for the best weekly rates and asked for a student 
discount to stay in budget. I likewise had to budget for a driver and gas for Jay Huguley because 
he flew in from Los Angeles. This factored into scheduling as we had to allow time for someone 
to go get him. He was able to stay with family, however, which was a great asset in hiring him.   
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 With the Nims Scholarship, a scholarship awarded based on academic and program 
performance to a University of New Orleans (UNO) film student each year to be used towards 
thesis production, I was given the opportunity to create a greatly maximize my thesis experience 
and learning opportunities. I wanted to run as professional a production as possible with the 
resources available to me, and I used the scholarship funds towards professional casting though 
Coulon Casting, Apex Postproduction for post sound mixing, and the renting of camera 
equipment—namely a Chapman Dolly.   
A detailed budget, including the Nims Scholarship Proceeds, is attached in the appendix.   
 Casting—After researching professional casting agencies in the greater New Orleans 
area, I contacted Elizabeth Coulon at Coulon Casting to see if she would work within the budget 
constraints of a student film. She agreed to prices that I could afford, reviewed the script, and 
held auditions. I was able to watch the screened auditions via video posted to her website and 
received feedback from her directly as to who she would invite to callbacks. I attended callbacks 
in person.   
 Through Coulon Casting, Ashlynn Ross was cast as Quinn Elmore, Jay Huguely was 
cast as Dr. Ian Klein, and Kurt Krause was cast as Conner. Ms. Coulon originally cast Ada 
Loridaines for the part of Mollie, but Ms. Loridaines dropped out the day before principal 
photography commenced. I was able to audition Emily Rodriguez myself for the supporting role 
of Mollie on very short notice as Ms. Coulon was out of the country. I was greatly aided by the 
professionalism of my cast and, for the most part, relied on their interpretations of their 
characters a great deal. Emily Rodriquez had a theatre background and her film performance was 
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not as strong as I had hoped, but her part was minimal and I do not feel that she overall detracted 
from the quality.       
 After casting, I hosted table reads and rehearsals with Ashlynn and Kurt in an office in 
Baton Rouge. I found this beneficial for me as a new director; I was able to familiarize myself 
with their strengths and weaknesses before production, and this noticeably decreased my own 
hesitations and anxieties on set. Jay was in Los Angeles where he lives, but I was able to hold 
two rehearsals via telephone with him.    
 Scouting—Securing locations was an unprecedented ordeal. I served as my own 
location manager and for the most part the untitled production designer. These tasks were much 
more demanding and strenuous than I had anticipated. Over the course of three months I scouted 
and secured the following locations, which I will describe briefly in the order in which they 
appear in the script. 
 I obtained special permission to use the University of New Orleans’ library, which 
served as the newspaper room and study/library facilities in the script. We were fortunately able 
to secure the location for a night shoot. This allowed us to turn off all the lighting and air 
conditioning systems for sound quality, and it ensured that it was closed to the public. I was 
required by the school to hire two University librarians to take shifts and be on the premise all 
night with the crew.   
 The exterior of Tulane University was secured after months of negotiations with their 
representative, Michael Strecker, and my agreement to meet certain requirements. Proper 
insurance documentation had to be obtained and provided that involved the assistance of 
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Professor Hamp Overton and Steve Koltz, the UNO attorney. Tulane also required that I hire and 
provide two security officers who worked in shifts at $35 per hour. We were not able to obtain or 
afford Tulane’s interior. Another requirement of Tulane’s was that we could not shoot during the 
Spring semester. This posed serious scheduling conflicts in finding a day that was sunny and 
clear and before classes resumed. The contract with Tulane had to be modified multiple times to 
accommodate the weather and scheduling. I found this extremely stressful as it was outside of 
my element.  
 The interior of the UNO science building served as Dr. Klein’s classroom. I scouted 
many of the rooms and buildings on campus and this location was the most visually neutral and 
believable within the context of Tulane’s exterior. Acoustics in this particular room were of very 
poor quality. The sound had to be sacrificed for the visual continuity. This location also had to be 
shot before the Spring semester began to ensure that class changes and hallway commotion could 
be controlled and in order to have access to enough college-aged extras to fill the classroom with 
students.   
 Offices of Michael B. Burris, CPA (my father) located in Bogalusa, LA were used as 
Klein’s office. This was a last resort as the commute for the crew was extensive. A fifteen-
passenger van had to be rented. The office space used for Klein had to be remodeled from the 
bottom up and staged accordingly. The distance from New Orleans also posed scheduling 
problems, and we were forced to do two night shoots that allowed us to turn off electrical 
systems and monopolize the entire office space during closed hours. Alternatives to this location 
all fell through or, in one case, were secured but subsequently sold by the owner prior to 
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shooting. I was able to feel fully secure with this location and its accommodations, and I was 
able to use it free of charge.   
 Heritage Grill, a Brennan’s restaurant on Veterans Boulevard, was beyond generous 
and gave me permission to shoot for eight hours free of charge. They were happy to assist with 
sound quality and continuity by closing the restaurant for the evening.  The manager supplied 
dinner plates and utilities for the scene.   
 The sound stage in The University’s of New Orleans’ Performing Arts Center served 
as Quinn’s bedroom. This required a few compromises and scheduling concerns because I was 
not able to gain access to it until the week of principal photography. It had to be quickly painted 
and dressed with bedroom furniture, desk, shelves, and closet. I decided to wait until the second 
shooting week to schedule the bedroom scene because the sound stage served as a covered, 
secured location in case of a weather emergency.   
 The room used for the interior of Klein’s bedroom was my living room in my 
apartment. I moved all of my personal furniture into storage and set up the living room with 
bedroom furniture and accessories. The living room gave us more space for lighting and crew 
and the dolly track than a standard bedroom could provide. It was also a secure location that was 
available as a backup on any inclement day. This proved wonderful planning because we did 
have to switch to this location during an unexpected downpour.    
 Prytania Theater was a quaint movie theater that I thought aesthetically fit the vibe of 
the romantic date scene with Quinn and Klein. A student discount for filming was available, but 
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we were not allowed to film during closed hours. We had to schedule around other screenings 
already taking place.   
 UNO Cafeteria was planned as a backup location because of the weather forecast for 
that day. The scene was originally planned for an outdoor shoot, but we ultimately used this 
location due to inclement weather.  Using UNO locations proved really helpful for backup 
locations because it was so convenient for crew and extras. UNO staff is also very helpful with 
student films and many of the hoops I had to jump through with other locations did not exist at 
UNO.   
 I had scouted and secured City Park for a day of shooting, but was forced on the day 
of shooting to move to an alternative location.  Details are provided below in my day to day 
shooting schedule sections.  
 Klein’s neighborhood and house façade were selected in Lake Vista near campus. I 
felt that the polished, but middle class exterior for the curb-side shot of Conner picking Quinn up 
really fostered a believable sense of Klein’s adulthood and station in life. It also contrasted 
sharply with Quinn’s small dorm room space—giving the impression that Klein had many 
“rooms” unexplored and unknown to Quinn and complicating the game she had set out to play. 
Other elements that came into play in scouting this location were 1) the location of the house 
relative to the street and 2) the length of the sidewalk leading to Conner’s car.  I wanted Quinn to 
appear small and imposed upon by the bulk of the house as she waited to be picked up.  This 
could only be attained with a house that was set back from the road, which is very difficult to 
find in New Orleans.  I also wanted her to have a physical distance to shamefully walk towards 
Conner, giving both her and Conner time to assess and exist in the realization of damage.   
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 Due to location scheduling, the street for Conner and Quinn’s drive together had to be 
in proximity to the set used for Klein’s house and the next shoot. It also needed to look like a 
neighborhood street to be visually connected to Klein’s house. I used Marconi Avenue, near 
Lake Vista neighborhood on the Lakefront. The street was tree covered and shady and had a nice 
loop-around feature that assisted in multiple takes.     
 The SUV I used for Klein’s vehicle was a champagne colored Land Rover LR because 
it looked like a car a professor like Klein would drive—not too trendy and sporty, not too 
prestigious, but also not dumpy or shabby. It had to be chic without meaning to be, and offer a 
sense of implied professionalism, calculated for his own comfort. Technical aspects of the car 
had to include a backseat for the sound guy, enough space for crew to get cameras in good 
proximity, the interior had to be lit for night scenes, the exterior could not be white or black and 
had to work well with reflections, and the car had to belong to someone with insurance on set 
since it was actually being driven. We used my vehicle.  
 All locations and most aspects of production are insured through the UNO policy for 
up to $5 million provided they are in state and meet other requirements. All of my locations 
required proof of insurance exhibiting their name and address on the insurance forms. This was 
an added burden as this is not something commonly required for student films and it was difficult 
to obtain.     
 Crewing— I appreciate surrounding myself with older, more experienced 
crewmembers as I try to maximize my own learning process in each project. My thesis was no 
exception to this. I allocated budget funds to paying flat rates for key department heads, and am 
so glad that I did. My anxiety level about the functions they performed was minimal. I was able 
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to resolve issues and conflicts quickly and professionally. I had a large pool of experienced 
opinions to draw from. And the atmosphere on set was largely professional and product oriented.    
 I have a personal preference for working with a smaller, focused crew with each 
crewmember serving more than one role. I believe the quality of the filmmakers versus the 
quantity has a bigger impact on the success of the film. To that end, I solicited a small crew—
many of them professional, most of them experienced, and a few of them new but passionate.  I 
had a difficult time filling all of the roles I would have ideally had on set. The beginning of the 
Spring semester proved a difficult time for many people’s schedules. 
 My camera and lighting crew was ultimately led by Kevin Hughes as my 
cinematographer. He requested Mikey Damere as the first assistant camera and Andrew Bryan as 
gaffer. These three crew members have worked extensively together and communicate very well. 
Stylistically they are all very similar in their work, which greatly aided in the continuity of the 
work production. Mikey is a professional and he has a lot of experience with pulling focus.  
Since this is a job that I often perform myself on set, I really wanted someone who would do a 
precise job. I knew that with Mikey we would not have to cut around takes in postproduction due 
to soft focus. I wanted to choose my editing takes based on performance, and a professional AC 
was the best way to ensure this.    
 The prevalence of dolly shots mandated an experienced dolly grip, and I used Chris 
Martin for the job. The focus on acting and close ups in the script convinced me to hire a hair 
and makeup artist. I felt that having someone accustomed to movie makeup and wardrobe, call 
times, and production hours would help my actors and would bring us closer to a professional 
environment. I had worked with Allison Shepard in the past and knew that she could do a good 
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job of realistic characters. I met with her and Ashlynn several times prior to shooting to practice 
Quinn’s look and order all the supplies we needed. 
 Students of the UNO film department successfully filled many jobs. I took Laura 
Medina’s producing class the semester prior to my production with Patrick Hall. Patrick became 
my student producer because he understood scheduling and was knowledgeable about paperwork 
and SAG requirements. He and I generated the call sheets and worked out the deal memos with 
the casting agency and the actors. Patrick did the majority of the on set paperwork. I have 
attached samples in the Appendix.   
 Storyboarding, Production Design, Scheduling, Crafty—I invested a monumental 
amount of time in storyboarding. All shots were carefully considered and designed before 
shooting began. This proved to be the absolute best use of time. The preplanning maximized our 
time on set, cut down dramatically on last minute decisions, and helped everyone feel more 
relaxed and in control of set time. I have attached the storyboards in the Appendix.  Kevin 
Hughes was instrumental in assisting with the design and oversight of the storyboarding process. 
I felt that the time we spent on this aspect aligned our thoughts on the movie, gave us plenty of 
time to resolve issues, and allowed us to carefully consider and revise the mechanics of the script 
in a timely and comfortable fashion.   
 I did the majority of the production design, including wardrobe, weeks before shooting 
began. The detailed visual integrity of the scenes was an extension of the characters themselves 
and had a huge role in my mind in supporting and offering exposition to their personalities and 
behaviors. I wished to retain as much control and to exert my own artistry in that capacity. I 
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selected set elements that contributed to the low lit, collegiate Fall semester element present in 
the film.   
 For example, I tried to make Quinn’s tasteful, almost prim wardrobe an extension of 
herself. Likewise, I felt like her dorm room set accentuated her personality as a “self-made 
place,” a core where she could show emotion and be herself. She is typically wearing loose, 
gauzy clothing in her dorm room. Elsewhere she is almost always presented in a coat—
indicating the armor she wears with everyone else. Another example is that Quinn is often seen 
with elements of red—a coat, lipstick, a notebook—indicating the passionate currents under her 
cool surface, the fatal intent in her resolutions. Klein, in contrast, is often depicted with blue—
shirts, office walls, blazers. While he seems warm and agreeable, it is all an act. He is cold, 
brutal, a self-serving study in getting what he wants. Having each main character closely 
identified with a descriptive color is a trait derived from Nabokov in Lolita. While some will say 
that this and details like it are traits easily missed by an audience, I tried wherever possible to 
add elements of literature and symbolism. I believe that they add a subconscious depth of 
awareness and contribute greatly to the postmodern aspects I set out to establish.  
 There were moments in which I was truly overwhelmed with the enormity of creating 
personalities and atmospheres from nothing. Decisions ranged from hugely important (Tulane) to 
seemingly small (the books arranged on Klein’s office shelves), but all of them contributed to the 
sense of place that I wanted to convey. They also all had associated costs and mandated a great 
deal of time and exertion.   
 For example, the type of academic office typically seen in movie productions—such 
as The Social Network—do not abundantly exist in real life office space. And when they do, they 
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are cramped and dark and have reservations about film crew invasion. I had to use a large office 
at Mike Burris, CPA and redesign it for the set. Offices are usually painted white. That doesn’t 
work for a film, and I repainted the space blue. Also, staff offices rarely have woodwork or built-
ins. I had to have bookshelves designed, built and installed on very short notice. The office then 
had to be dressed with books, a chess set, art on the walls, diplomas, etc. Copyright issues had to 
be considered and provided for on this and all the sets.   
 Scheduling was an ongoing process that received many, many revisions due to the 
number of the sets and whether the shot was at night or in the day, associated turn over times, the 
weather, cast and crew schedules, interior or exterior provisions, and travel logistics. Crafty also 
had to be scheduled in advanced based on the preceding factors. Moviemagic scheduling was the 
most efficient and effective way to organize all the elements that go into to planning a shooting 
schedule. I felt that having a global view of everything that needed to be done, along with the 
very detailed storyboards, made making changes to the schedule easier and provided that 
important things were not skipped in the shuffle. I learned that the best made schedule is not 
complete and that many things cannot be planned for or controlled. A degree of flexibility is 
central in movie making, and “plan b” came into play many times. 
 I ultimately decided to film for ten days but not consecutively. This was mainly due to 
SAG regulations and Jay Huguley’s availability. He had to go to the Golden Globes with his 
good friend, Helen Hunt. We filmed Monday through Friday, January 7th through the 11
th
, took 
a five day break, and resumed January 17
th
 through the 21
st
. There were night shoots at the end 
of each block of days.   
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 Due to the night shoots, outdoor locations, alternative locations, and company moves, 
catering was a real issue. Many sets did not have facilities that would enable us to heat food up 
or to preserve food for long periods of time.  Because I had many unpaid or minimally paid crew 
members, I felt that a decent portion of my budget should go towards providing a quality meal 
each day. I ultimately enlisted my mother, Kim Burris, to provide crafty services. She cooked 
many meals and picked up readymade catered items as well. She was able to bring items hot to 
set and played a huge role in cast and crew morale. 
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Chapter Five 
 
Production 
 
 Overall comments--During production I sought to highlight directing and 
cinematography through key elements of design that I felt contributed to and supported the work 
as a whole.   
 A guiding light for the project from the screenwriting stage onward was to create a 
film that contorted a well-known genre and deeply analyzed a well-known emotion. The cliché 
of male predator and young female prey becomes something new when Quinn inserts herself as 
live bait in a game of entrapment. It is, simultaneously, a tale as old as time. I wanted to honor 
the tradition of coming of age story telling and filmmaking by keeping an intense focus on 
Quinn. I wanted the camera’s focus to verge of Quinn’s own obsessive personality—her single 
minded fixation on her “projects”.  I needed for Quinn’s fragile sanity to be both visible through 
the camera’s gaze and gradually revealed at the same time. I wanted my audience to experience 
her dissent and confusion with her. Minds are never fully made up. Quinn waxes and wanes, is 
both charmed and disillusioned, goes strongly towards her goals and stops in her tracks with 
doubts. That is being human and young. That is what I wanted to direct and record.    
 To achieve this, I focused in directing on clear and quick line delivery, believable 
reactions, and the subtle expression of emotion with the cast. Again, I was greatly influenced and 
inspired by The Social Network, and sought to emulate the fast dialogue and pointed beats 
present in that film. I also wanted to keep a subjective camera that served as the narrator and 
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point of view. Low light, a sense of coldness, dreary colors, and an overall feeling of gray 
weather and late nights contributed to a sense of mental darkness and suspense. Quinn existed in 
a place that was not wholesome, in a dark undercurrent of the enlightened campus where she was 
supposed to participate. 
 I wanted the pacing of the cinematography to feel like the mental changes Quinn was 
living through. Smooth, almost wispy transitions and a moving camera played a big role in 
tracking her and her emotions. The audience is constantly presented with Quinn facing a new 
opponent, which is ultimately herself. Quinn versus the symposium paper, Quinn verses her 
friendship with Conner, Quinn versus Klein, Quinn versus herself—she is put into conflict with 
aspects of her world that draw her closer and closer into her own psyche where she is forced to 
meet her own darkness. Visually, I tried to show this with first making her world large—the long 
run across campus, the full classroom that she dominates, the newspaper room where she is 
working in a group. All of the scenes appear at the very beginning of the movie when Quinn is 
firmly in control of herself. As she successfully tempts Klein and becomes absorbed in her 
conquest, her world begins to shrink and get darker—the library late at night, her dorm room 
alone, fights with the people she was closes to, a willful isolation into Klein’s darker world until 
she is ultimately encapsulated in a tiny bathroom, held up against everything and quivering. 
When she calls Conner to pick her up, the world opens slightly again. Daylight returns.  
 Day to day shooting schedule with commentary 
On the first day, January 7
th
, we filmed at Tulane University on St. Charles Avenue. I 
needed to shoot some scenes at Tulane in the daylight and some in the darkness. I could only 
afford to spend one day at Tulane, both for monetary constraints and to stay on the shooting 
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schedule with the other locations. We set call time for 11:30 am in order to have half of the 
daylight hours and half of the night time hours.   
 I had originally scheduled Tulane’s shoot to be on Wednesday for an important 
reason. The opening credits shot of Quinn running across campus was to be filmed at this 
location. Visually and stylistically this was one of the most important establishing scenes and 
required a good bit of dolly work. I wanted for the crew and cast to have couple of days to learn 
each other’s names, talents, weaknesses, and to establish an essential harmony for crew morale 
and efficiency. Due to the weather forecast, Wednesday appeared to be very risky. I tried to 
move the shoot back, but the Spring semester was starting at the beginning of the next week and 
we could not be on campus once the semester began. It was either do Tulane on the first week or 
not at all. Other locations for later in the first week were locked and could not be changed. I 
decided to move Tulane forward to the first day and risk the new crew together on a very 
important day of filming. The decision was not without trials. A few pieces of equipment we had 
rented for Wednesday were not available on Monday. The crew was obviously fresh and did not 
know each other. Logistics were straining. But, all in all, I think it was the right decision to 
make. Tulane’s visual impact in establishing location and atmosphere were too important to 
miss.    
 We were not able to finish all of our shots at Tulane and keep to the twelve hour 
maximum work day and maintain a ten hour turnaround. This was primarily due to Jay 
Huguley’s flight being late, which delayed his arrival to set by an hour and half. We had to 
switch our shooting schedule mid scene to get all of the shots that involved specific Tulane 
architecture. This was frustrating and upsetting because we had a very inexperienced assistant 
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director. The cinematographer and myself had to redo the schedule in addition to our other 
responsibilities.   
 As a point of interest, we had all of the exterior light bulbs on Tulane’s campus 
replaced so that the light color and intensity was identical from each street light. From our 
location scouting with a DSLR we had noted that they were different color temperatures. We did 
not want for that to be visually distracting.   
 Day two of shooting, Tuesday January 8
th, was at UNO’s campus, using various 
exterior locations and cafeteria. The locations at UNO had to be carefully scouted and blocked to 
blend in with Tulane’s campus. This day required a lot of extras to make the campus appear 
populated and busy. The scenes were shot before the Spring semester started so all of the campus 
activity had to be provided by extras. Extras, of the college age and appearance, were hard to 
come by because most were home for the holidays. We had to dress the extras in multiple 
costume changes to achieve a busy campus environment.    
 The bad weather that was expected for Wednesday started coming in on Tuesday 
afternoon. We had to move indoors when it started raining. The cafeteria was a difficult set for 
the lighting crew because of the mixed lighting—there are large windows with natural light as 
well as florescent overheads. The hollow acoustics in the room were also difficult to work with. 
The cafeteria was a backup location in case of inclement weather; we had not done as much 
preproduction planning for the location. The blocking and the story boards were not as 
thoroughly thought out for back up locations and this made actually switching to Plan B difficult 
to implement.  
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 Day three of shooting, Wednesday January 9
th
, was interior shooting at University of 
New Orleans in a classroom set.  We used a busload of high school students from Bowling Green 
School in Franklinton, Louisiana, sixty miles north of New Orleans, as extras who used the 
opportunity as a fine arts assignment for their curriculum.  The extras played college students in 
the classroom. Second AD, Brooke Arata, was in charge of making sure the students had a 
comfortable holding area with snacks and drinks. While the lighting crew was working hard and 
quickly, Brooke briefed the students on basic film set concepts and etiquette.  
 Wednesday was the most stressful day for the lighting team as they had to transform a 
bare white classroom into a moody classroom with small pools of light.   
 Day four of shooting, Thursday, January 10
th
, started before sunrise at Prytania 
Theater.  Keeping the theater dimly lit while providing enough light to shoot with was a 
challenge. Our time at Prytania was strictly limited by an afternoon matinee scheduled at the 
venue. We had to wrap at 11:30 am, not only to accommodate the theater’s scheduling but we 
also a company move to another location. Just as we were loading the grip truck, a huge 
thunderstorm struck and literally soaked the crew. Our next planned set was an exterior location, 
so we had to use a backup secured interior set at my apartment at the last minute. The set was not 
dressed, we had to dry all the crew’s clothing in my laundry room, and hustle to make the day 
before we hit twelve hours.   
 Day five of shooting, Friday, January 11
th
, was a night shoot at the UNO library. We 
were able to secure the location overnight so there were not students or employees around. I had 
to hire two of the librarians to stay with us. We were able to turn off all the lights and HVAC 
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units, which provided wonderful sound control. We shot three scenes that night in different set 
ups on the third floor of the library.   
 I then had five break days scheduled for SAG regulations and crew morale. During the 
five day break I replaced my sound personnel with a more experienced and more professional 
mixer due to lack of communication and irreconcilable preferences with the original crew 
member.   
 When we resumed filming on Monday, January 17
th
, we were stationed at the Sound 
Stage of the UNO Performing Arts Center (UNO PAC).  I was informed on this day by Aaron 
Rushin that I am no longer allowed to checked out the Tascam sound field mixer, even though 
my PRC request had been approved for that piece of equipment. My crew was completely 
relaying on this piece of gear; we had been granted access to the gear for the first five days of 
filming, but were denied access to continue the production after the break. The new sound crew 
member had a backup sound mixer in his personal sound kit of inferior quality and technology 
that we were forced to use at tremendous sacrifice of sound quality and continuity.     
 Day seven of filming, Tuesday, January 18
th
, was at the exterior Lake Vista house 
used as Klein’s home façade previously discussed above. After filming there, we did road 
shots—the car scene with Quinn and Conner (discussed more fully above)—on our way to 
moving to our next set at Heritage Grill. Heritage Grill required an S-shaped dolly move and 
slow motion shots that mandated a significant amount of set up. This scene, while utilizing 
minimal dialogue and action, was a very visually stimulating montage and required a full six 
hours to implement.  Extras were also involved, and I was thankful for participation of Professor 
Erik Hansen and his wife, who were among the volunteers. After we finished at Heritage Grill 
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we had to change wardrobe and pick up the scene we were not able to get at Tulane the prior 
week due to time restraints. We did this in the parking lot of Heritage Grill off Veterans 
Boulevard where there is a lot of traffic.   
 Day eight of filming, Wednesday, January 19
th
, was originally planned for City Park 
in New Orleans. It was a nightmare. The Hollywood blockbuster Now You See Me was filming in 
the park at the same time. I had a student permit and had checked the park’s calendar numerous 
times to be sure it was clear. No one mentioned that this enormous cast and crew would be there. 
Upon arrival at our call time, we determined that this location had to be scrapped. We were 
forced to relocate to our alternative location, which was a bridge by the marina, where we filmed 
the kiss scene. We also filmed a night scene on the street (Wisner Boulevard at Filmore Avenue) 
that night. We had to have a street filming permit and police officers to patrol and block traffic 
for the crew’s safety.    
 Day nine and ten of filming, Thursday, January 20
th 
and 21
st
, were filmed at Michael 
B. Burris, CPA in Bogalusa, LA. We transported the crew in a rented van. These were night 
shoots and the office was at our complete disposal. We were able to turn off the electrical 
systems and HVAC units for sound control. We shot two scenes the first night, and we shot the 
conclusion scene on the last night. The last night was the most dialogue intense and probably the 
most emotionally acted scene of the movie and we wanted to give ourselves plenty of time for 
retakes.  
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Chapter Six 
 
Post Production, Screening, & Distribution 
  
Once principal photography wrapped, equipment had to be accounted for and returned to 
the department along with specialty equipment rented from vendors around the New Orleans 
area. The following night I held my wrap party at Parlays, a bar near my house in 
Lakeview, before Jay Huguley, Dr. Klein, flew home to LA.  It was fun to relax with the crew 
and tell stories of the past ten days. We all made new friends, new contacts, new acquaintances. 
 For me, I felt a combination of relief and disappointment. I was so happy to have it behind me 
and relieved to know I didn't need pickup shots. We did it! We successfully shot a thirty page 
screenplay with limited resources, time, and crew. At the same time, it was over. No one at this 
point was committed to helping me see the project to the end. Their job was done.  
In reflection, no one adequately prepared me for the amount of time and energy and 
expense that would need to go into postproduction. Throughout preproduction, principal 
photography was on the forefront on my mind and little thought was being spent on my 
postproduction workflow. I thought surely after production it would be a downhill climb. 
Instead, at times, it seemed like the most frustrating phase of the journey. Perhaps I feel this way 
because postproduction was the most recent and stands out fresh in my mind, and as time goes 
by I will think less of the struggles and more of the achievements.   
  Notes on Forgiveness remained, beginning to end, a compelling project for me. I never 
lost interest in the story I was trying to tell through Quinn, and I believe that dedication to the 
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initially conceived evolution of her character as a woman, a predator, and full-fledged person of 
agency kept my perception very strong throughout the movie making process. I enjoyed the 
collaboration my crew, cast, and editors brought to the story, and I believe many successful 
additions, revisions, and cuts were gleaned from their expertise. I also, however, learned the 
importance of being self-confident in the story I was telling, to keep my cast and crew focused 
on what we were doing and not chasing endless tangential ideas into what we could be doing. 
Staying focused on an established and believable character was a great aid in keeping focus 
throughout the process. 
 I felt that the casting was very successful for a student budget and believe that the 
casting services I was able to utilize because of the Nims Scholarship provided a big opportunity 
for the overall success of the film and established a real sense of professionalism on set. To that 
end, shooting with the RED Epic elevated the set as well. The crew was excited to use such 
advanced equipment and the capabilities of the camera were a huge asset. However, it was 
intimidating, and I cannot emphasize enough how important preproduction, training, and 
planning where the RED was concerned benefited the overall experience tremendously.  
 We were able to shoot so many takes because of our extensive planning that 
postproduction was able to be yet another opportunity for revision and tightening of the story. 
While postproduction definitely took much longer than I had anticipated, I now more fully 
appreciate all of the moviemaking process and various skill sets that came together at the end. I 
obtained rights to Grammy nominated music by The National, sought the expertise of Jon Vogl 
of Apex Postproductions at Second Line Stages in New Orleans, and was greatly aided and 
guided in the editing process by Professor Danny Retz, who was an invaluable wealth of 
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knowledge and expertise. I feel like the movie got tighter and tighter. While I found the 
postproduction phase to be brutally frustrating, I realize that most of that stemmed from my lack 
of knowledge and expertise with the editing and finishing software, and I was grateful for the 
assistance of Professor Robert Racine and former students. In the end, the story that was always 
there became even more crystalline and seeing the process through with professionalism 
enhanced the whole experience.  
 Notes on Forgiveness will screen at The University of New Orleans Film Festival held 
in May 2014. It will also be promptly entered in the New Orleans Film Festival in Louisiana, the 
Orlando Film Festival in Florida, the Crossroads Film Festival in Mississippi, and the Sidewalk 
Film Festival in Alabama. All of these festivals have an emphasis on promoting strong female 
protagonists. I am in the process of actively seeking out film festivals that are a good fit, 
thematically and artistically, for my product. It obviously would not do well at a sci-fi or horror 
festival, but it would be a very good fit for women and gender studies festival. The Nims 
Scholarship requires that $1,000 of the award be used towards film festival entry fees. I have this 
money set aside for the upcoming festivals.  
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Chapter Seven 
 
Conclusion 
 
All in all, Notes on Forgiveness will remain in my mind as a success. I will enter it in 
film festivals and do my best to promote it for myself, my cast, and my crew. That will, 
obviously, be one measure of success. However, on a personal level of evaluation, Notes on 
Forgiveness has given me a true reference for creativity. From the hours I sat over shot lists with 
no ideas, no solutions, thinking it was all an epic failure, to the moments where the perfect line 
just came to mind instantaneously or the solution to the lighting problem suddenly seemed clear- 
the creative process is a brutal, unpredictable, deeply satisfying and yet often a terrifying 
experience. 
 Perhaps with experience comes control. Maybe as you exercise your faculties more, 
you gain consistency. I found my first experience truly in the driving seat to be an exhilarating 
high and a simultaneous low. My confidence was both bolstered and shaken. I have never before 
believed in myself so much yet also known how much I needed help at the same time. And, in 
the end, I believe that is what this program excels at– the opportunity to make a movie for art’s 
sake, free from the business of filmmaking— the chance to look at what you are able to 
conceive. That is an education. And that is what I am so glad to have had the opportunity to 
learn. 
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